‘DER AUTOR MUSS RESPEKTIERT WERDEN’—SCHLONDORFF/TROTTA’S 
DIE VERLORENE EHRE DER KATHARINA BLUM AND BRECHT’S 
CRITIQUE OF FILM ADAPTATION. 


BY DAVID HEAD 


When Brecht used the word ‘Regieversion’ (GW 18, p. 16*)! to describe G. W. 
Pabst’s film of his Dreigroschenoper, he intended it as a criticism of the changes 
that had been made to the play apparently in order to remove its political bite 
and thereby to turn it into a marketable product. Explaining his objections in 
the essay Der Dreigroschenprozess, however, in which he submits his unsuccess- 
ful lawsuit against the film’s producers to a searching analysis (he actually calls 
the essay ‘ein soziologisches Experiment’), Brecht makes his argument encompass 
every literary ‘Kunstwerk’. In effect, Brecht developed from his experience with 
the filming of his play a theory of film adaptation which holds that capital must 
always triumph over art when literature becomes the raw material of the com- 
metcial cinema. Published in 1931—the year in which Pabst’s film received its 
first showing—the essay was described by the German film industry’s daily news- 
paper Fi/m-Kurter as ‘negierend bis zum Unertraglichen’.? Surprisingly, the 
challenge of Brecht’s theory has since met with little response.’ 

Today, though, the West German cinema is seen by some to be in danger of 
foundering on a divergence of artistic and commercial interest. As a recent 
example of the so-called New German Cinema makes a conscious attempt to 
reconcile artistic integrity with marketability in adapting the highly political work 
of a controversial living author, this article therefore seeks chiefly to examine this 
particular film—the adaptation by Volker Schléndorff and Margarethe von Trotta 
of Heinrich Boll’s Die verlorene Ehre der Katharina Blum—trom the point of 
view of its importance as a practical form of reply to Brecht’s critique of film 
adaptation. 

The main achievement of Brecht’s Dreigroschenprozess essay was to take 
criticism beyond the straight comparison between a film and its literary model 
and to consider what one commentator has termed ‘die Rahmenbedingungen 
der Medienproduktion’.‘ It is these, the market forces operating within the 
commercial film industry, which Brecht regards as the negative factor as far as 
film adaption is concerned. On the other hand, cinematic adaptation itself 
is accepted by Brecht as a fact of life. To begin with, the cinema influences both 
the reader’s and the w.iter’s view of literature: 


Der Filmsehende liest Erzihlungen anders. Aber auch der Erzahlungen 
schreibt, ist seinerseits ein Filmsehender. 
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What follows, as Brecht puts it, is ‘die Technifizierung der literarischen Produk- 
tion’. The writer’s approach to his art becomes filmic. Even the novelist feels 
stimulated by the achievement of the new dramatic medium to the extent that 
he begins to strive for cinematic effect and insight in his work: 


Die Verwendung von Instrumenten bringt auch den Romanschreiber, der sie 
selbst nicht verwendet, dazu, das, was die Instrumente kénnen, ebenfalls 
kénnen zu wollen, das, was sie zeigen (oder zeigen kénnten), zu jener 
Realitat zu rechnen, die seinen Stoff ausmacht, vor allem aber seiner eigenen 
Haltung beim Schreiben den Charakter des Instrumentebeniitzens zu 
verleihen. (GW 18, pp. 156-57) 


Then there is the writer's need to go a step further and make direct use of the 
new medium, a step which, particularly when it involves the writer's adapting 
his own work, entitles him in Brecht’s eyes to a decisive say in the making of a 
film. True, Brecht showed willingness to make extensive concessions to the 
aesthetic and technical demands of film by permitting the transformation of 
his Dreigroschenoper to meet these requirements—provided the political core of 
the play remained intact: 


Die ‘Dreigroschenoper’ konnte, unter Belassung des status quo in der 
Benutzung der Filmapparate, in einen Dreigroschenfilm verwandelt werden, 
wenn ihre soziale Tendenz zur Grundlage der Bearbeitung gemacht wurde. 
Das Attentat auf die biirgerliche Ideologie musste auch im Film veranstaltet 
werden kénnen. Intrige, Milieu, Figuren waren vollkommen frei zu be- 
handeln. 


He actually describes this legitimate conversion as the demolition (‘zertriimme- 
rung’) of the play specifically with a view to preserving its social function ‘inner- 
halb einer neuen Apparatur’. But what the film of his play actually amounted 
to in the end was for Brecht ‘eine Zertriimmerung des Werke, und zwar nach 
geschaftlichen Gesichtspunkten’. In other words, the film company had put 
box-office appeal before social criticism. (GW 18, pp. 179-80) 

It is clear from the Dreigroschenprozess essay that this came as no real surprise 
to Brecht. The means of production behind the new medium are, he states 
baldly, ‘durchkapitalisiert’ (GW 18, p. 157). Literature, he concludes, can there- 
fore hardly fail to be reduced to its marketable components in order to be of use 
to the film industry. It obeys the same market forces as cars that are no longer 
serviceable in their original form ‘und die man also in ihre kleineren Einheiten 
(Eisen, Lederpolster, Lampen und so weiter) zerlegt und so verkauft’. Hence 
Brecht’s description of this process as ‘Demontierung’ or ‘Abbauproduktion’. 
He even incorporates a large diagram into his essay as a visual (i.e. technical) aid 
to his argument: 
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Es ist das Schema des Zerfalls des literarischen Produkts, der Einheit von 
Schépfer und Werk, Sinn und Fabel und so weiter. Das Werk kann einen 
neuen oder mehrere neue Autoren [. . .] bekommen, ohne dass der 
urspriingliche Autor fiir die Verwertung auf dem Markt ausscheidet. Sein 
Name kann fiir das geinderte Werk, also ohne das Werk verwendet werden. 
Auch das Geriicht von seiner radikalen Gesinnung kann ohne die Frucht 
derselben, das bestimmte Werk, verwendet werden. Das Werk kann 
namlich als Dichtung ohne seinen Sinn, das heisst mit einem anderen oder 
mit gar keinem, Verwendung finden. Die Tendenz zerfallt in eine rett- 
bare, gesellschaftlich gebilligte und in eine nur geriichtweise den Markt 
erreichende Tendenz. (GW 18, p. 180) 


Judging by the current debate on the state of the cinema in the Federal Republic, 
Brecht’s observations on the incompatibility of art and box-office are still valid— 
but only up to a point. 

While West Germany is widely regarded as the home of some of the most 
important films being made today, West Germans themselves seem no longer to 
be so sure about the merits of this reputation. A two-part survey published by 
Der Spiegel in January 1977 presents an extremely gloomy picture of the domestic 
film scene: 


Immer weniger deutsche Filme spielen vor einem immer geringer werdenden 
Publikum immer weniger Geld ein.* 


On New Year’s Eve 1977 ARD broadcast an hour long programme that asked 
the question ‘Ist der deutsche Film gerissen?’. A lengthy article provoked by this 
programme, and which appeared shortly afterwards (26 January 1978) in Welt 
der Arbeit (p. 9), was in no doubt as to the answer. ‘Der deutsche Film ist 
getissen’ was its emphatic headline. The article’s author, Heinz Koar, reports 
that even those products of the New German Cinema that are celebrated abroad 
are on the whole failing—commercially speaking—at home. Writing more 
recently about this trend in Der Spiege/, Hark Bohm,° one of the new generation 
of film directors in the Federal Republic, attributes the problem to a fundamental 
division of purpose: 


In der Bundesrepublik wird kein Kino mehr gemacht. Bei uns herrschen 
der Kunstfilm und seine Exkremente, der Kommerz. 


In other words, by turning their backs on the conventional, commercial German 
cinema, the country’s most talented film makers have forgotten that historically 
the first obligation of film is to a mass audience: 
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Entstehungsgeschichtlich ist der Film, das Kino, das exakte Gegenteil 
der herkémmlichen Kiinste: ein massenhaft, nur in Reproduktion exi- 
stieriendes Industrieprodukt, das tendenziell allen gefallen soll. 


The ‘Kunstfilm’ certainly meets the requirements of ‘Gebildete’, but it is the 
‘ungebildete Zuschauer’ making up the large part of the cinema-going public 
and betrayed by the films of the New German Cinema who have to foot the bill 
by way of the film subsidies gleaned from the tax-payer’s money. 

Bohm concedes that there has been a tendency for intellectuals in all countries 
to claim the cinema for the ‘old’ laws of art—-‘(Kunst-)Gesetze’—instead of 
attempting to ascertain the new laws of the new medium. Nevertheless, he 
notes that such divergencies from the cinematic norm of mass entertainment 
are detectable at the very inception of the German film: 


In Deutschland versuchte man schon 1898 zu zeigen: ‘Fridericus Rex beim 
Flétenspiel’, ‘Napoleon tibergibt Bismarck seinen Degen’ (Messter). Der 
erste bekannte franzisische 18-Meter-Kurzspielfilm: ‘Der begossene Gartner’ . 
Etwas zum Lachen. 


—which brings us back to Brecht and his criticism (in die Uber ‘deutsche Literatur’ , 
1920) of the belief widely held by his fellow countrymen that to be serious means 
to be taken more seriously by others: 


Wir haben ein tiefes Misstrauen gegen alles, was leicht geht, wir vermuten 
sofort, dass der Leicht-Fertige den Nachdruck auf das ‘leicht’ setz und dass 
nicht etwa der Mann besser ist, sondern seine Arbeit schlechter. (GW 18, 


p. 3) 


On the other hand, it should not be forgotten that in 1922 (Uber Felm) Brecht 
demanded the organized distribution of ‘kiinstlerisch annehmbare Filme’ 
(GW 18, p. 137) and in 1926 put off going to see Chaplih’s The Gold Rush 
‘weil die Musik, die in dem Haus, wo er lduft, gemacht wird, so iiberaus scheusslich 
und unktinstlerisch ist’ (“Weniger Sicherheit!!!’, GW 18, p. 138). Even he was capable, 
in Bohm’s terminology, of applying old elitist laws to the new mass medium, 
and it could be argued that by advocating a greater say for the writer—of the 
literary ‘Kunstwerk’, that is—in the making of films, Brecht was again over- 
looking the formative importance of ‘ungebildete Zuschauer’ in the development 
of the cinema. By and large, in fact, one might say that the schism in the West 
German cinema today has been created by the sort of ideas that Brecht propounds 
in the Dreigroschenprozess essay. (The breakaway aspirations of the New German 
Cinema wete summed up in the Brechtian slogans ‘Freiheit von der branchen- 
tiblichen Konvention. Freiheit von der Beinflussung durch kommerzielle Partner’, 
which are found in the Oberhausen Manifesto of 28 February 1962.)’ Any 
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attempt to heal the breach must therefore count as an implicit reply to Brecht’s 
critique—especially if it involves an adaptation. Both Koar and Bohm cite 
Schléndorff/Trotta’s Die verlorene Ehre der Katharina Blum as such an attempt, 
and one that is successful not only in meeting ‘die Rezeptionsvoraussetzungen 
auch ‘‘ungebildeter’’ Zuschauer’ (Bohm), but also in showing ‘wie man Kunst 
und Kommerz gliicklich vereinen kann’ (Koar). 

There is no doubt in one critic’s mind that Schléndorff’s entire career as a 
director—his wife Margarethe von: Trotta had done no film-directing work 
until she joined him as co-director for the B6ll adaptation—has been characterized 
by the aim of reconciling the obligation of film to a mass audience with a 
committed belief in the social function of this new art form (art in the sense that 
Brecht intended with his outburst in the Dreigroschenprozess essay, ‘Als ob man 
etwas von Kunst verstehen kénnte, ohne von der Wirklichkeit etwas zu verstehen!’ 
(GW 18, p. 161)): 


Im Werk von Schléndorff dussert sich, deutlicher als bei anderen Filme- 
machern, die ahnliche Versuche unternommen haben, der, wie es scheint, 
unlésbare Widerspruch zwischen kommerziellem Schaffen und kritischer 
Auseinandersetzung mit der Wirklichkeit.® 


This view is essentially correct. However, the same critic, Bernhard Giger, is 
equally emphatic that the film Die verlorene Ehre der Katharina Blum fails to 
tesolve this conflict, and for reasons that have much in common with Brecht’s 
rejection of adaptation for the commercial cinema. According to Giger, the film 
is too narrowly confined in the conventions of action cinema. It is a ‘Polit- 
Thriller’ in which there is no mistaking which side one is supposed to be on, 
and which incites the spectator to blind rage without giving him guidance as to 
how this might be put to practical effect. Giger concludes, with more than a 
‘suggestion of Brechtian prejudice (and aloofness): 


Er ist eine Illusion anzunehmen, ein Film, der die richtige, die linke Seite 
vertrete, sich aber zur Vermittlung seiner Ideen der formalen Muster 
des kapitalistischen Trivialfilms bediene, sei ein brauchbares Mittel zur 
Bewusstseinsanderung. ? 


Another critic for whom commercial cinema is by nature incommensurate with 
good cinema is Siegfried Schober, who in his review of Schléndorff/Trotta’s 
film for Der Spiege/ manifests deep suspicion at the very thought of an attempt 
to address and capture a mass audience: 


Der Verleih ist bezeichnenderweise eine grosse amerikanische Gesellschaft 
[CIC], die sich vornehmlich an den popularen Spannungs- und Emotions- 
qualitaten des ‘Katharina Blum’ —Films interessiert zeigt. 
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Schober reveals that cinema owners were at first hesitant about showing a film 
whose pedigree they feared might place them ‘ins politische Zwielicht’. However, 
according to Schober this hesitancy was soon overcome when it was realized 
that the film came across as being ‘gar nicht so politisch, sondern einfach hoch- 
moralisch’. A ‘Lehrstiick’ it might be, but it was also ‘publikumswirksam’. 
For a brief moment only Schober overcomes his apprehension concerning the 
outcome of a marriage between adaptation and box-office when he declares that 
the (commercial) success of Schléndorff's film—he does not acknowledge 
Margarethe von Trotta’s role—will tell us much about the possibilities of making 
‘verniinftige deutsche Filme auf breiter Basis’. It soon becomes clear, however, 
that for him this film fails to resolve what we may term Brecht’s dilemma. 
Summed up in Brechtian terms, Schober’s two-page review documents the 
dismantling of Boll’s political ‘Erzahlung’ into its marketable—and attractively 
gift-wrapped—components: 


Volker Schléndorff hat aus Heinrich Bélls ‘kleinem schlampigen Meister- 
werk’ (Marcel Reich-Ranicki) ein gediegenes, ecindringliches Melodrama 
gemacht, dem Einwirkungen von Bélls Schlampigkeit schlecht bekommen 
waren. Der Film ist zu glatt, geschlossen und perfekt, als dass er nachhaltig 
beunruhigen kénnte [. . .]. Durch die heute im Film in Mode gekommene 
optische Schénheitssucht hat die ganze Geschichte auch noch einen fatalen 
adretten Glanz erhalten, der Schléndorff ein bisschen in die Nahe eines 
unverbindlichen Polit-Asthetentums bringt. 


The film, he concludes, is ‘mehr schén als streitbar’. To all intents and purposes, 
then, he is telling us that we have here another instance of the ‘Dreigroschenfilm’ 
syndrome, even if he appears to be saying the opposite by winding up his case 
against the film with the comment ‘Weniger Kunst ware politischer gewesen’ .'° 
What he is really calling for, of course, is more art, but less of the kind of emphasis 
on technique or craftsmanship that gives the production its supposedly ‘glossy’ 

commercial appeal and detracts from the gritty, down-to-earth impact of Béll’s 
story. My sympathy is therefore with Schlindorff, who like Béll regards himself 
more as a conscientious artisan than an inspired artist, when he dismisses this 
remark of Schober’s as ‘einer der diimmsten Satze, den ich je gelesen habe’."' 
Generally speaking, though, critical opinion, be it favourable or unfavourable, 
matters little to a film maker like Schléndorff, who adheres (as does Hark Bohm) 
to the Hollywood dictum that you cannot take a review to the bank. ‘Pro- 
duzenten’, he has said, ‘lesen keine Kritiken, sondern Bilanzen.’'? This is just 
as well. One critic has accurately summed up the response to the Béll adaptation 
as ranging ‘zwischen unangebrachten Superlativen und beckmesserischem 
Asthetizismus’ , an indication of ‘das Dilemma einer Kritik, die fiir Filme dieser 
Art, wenn sie aus der Bundesrepebar Deutschland kommen, erst noch Massstabe 
entwickeln muss’ .3 


254 ‘DER AUTOR MUSS RESPEKTIERT WERDEN’ 


By the time Schléndorff/Trotta’s Die verlorene Ehre der Katharina Blum 
made its appearance in 1975, the West German cinema was not so much looking 
forward to another ‘serious’ film as hoping for a financially successful film 
‘der allerdings auch seriés sein darf’, to quote the words of one expectant film 
critic.4In this film it found both. Moreover, the film was not financed totally 
from public funds (the ‘Filmférderungsanstalt’) and television, as is so often the 
case with the New German Cinema. It was partly produced by Paramount. And 
Schléndorff himself—who has always filmed with the shrewdness of an account- 
ant—said while making the film, ‘Wir machen Kommerz’.!* Whatever Brecht 
may have said, Schléndorff/Trotta nevertheless also aimed to communicate the 
main intentions of ‘their’ author’s book: 


Boll und seine Menschen stehen ganz im Mittelpunkt unseres Films [. . .]. 
Wichtig ist, die Geschichte des Autors so zu erzahlen, wie er sie gemeint hat: 
der Autor muss respektiert werden. 


The guiding principle in filming Bdll’s work was to some extent shaped by 
lessons learnt the hard way by Schléndorff: 


Ich habe mich einmal von einem Autor entfernt—bei Kleists Michael 
Kohlhaas’—und das ist mir nicht bekommen. Bei solchen Unternehmungen 
Originalitit zu produzieren, finde ich, ist nicht legitim. ° 


In Bdll’s case, however, the author was not only available to give advice, but 
willing and eager to do so. In fact, it was Boll who suggested to the Schléndorffs 
that they might like to adapt his story for the screen. As the two film makers 
revealed in an interview for Die Zeit (10 October 1975, p. 44), they received 
the first proofs of the book from him one or two months before the publication 
date. It seems safe to assume that Béll sought out Volker Schléndorff and 
Margarethe von Trotta not only because they had shown interest in filming his 
Gruppenbild mit Dame (a large-scale project that failed through lack of financial 
backing), but also because he had reason to believe that an adaptation by them 
would communicate what he was trying to achieve in his ‘Erzahlung’. 

With his very first film, the intense Musil adaptation Der junge Térless (1966), 
Schlindorff succeeded in making of a ‘difficult’ book a highly acclaimed screen 
version that was at the same time, as an early French commentator saw it, ‘auf 
den normalen Kinoganger zugeschnitten’.!’ A director who served a long 
apprenticeship (1960-65) working as an assistant to Alain Resnais, Jean-Pierre 
Melville, and Louis Malle, he also holds the Hollywood tradition in high regard 
for the simple reason that American film makers have mastered what he calls 
‘die Kunst des Allgemeinverstiéndlichen’ (he confesses to holding something 
against films that keep him guessing).'* It is probably because of his experience 
of the French cinema and its sense of continuity, however, that he has never 
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considered himself as belonging wholeheartedly to the breakaway, anti-commer- 
cial movement launched at the 1962 Oberhausen film festival. While filming 
Der junge Térless in 1965 Schléndorff stated bluntly: 


Ich will keine Kunst machen, sondern einen guten Film drehen. Er kann 
so ausschen, als sei er 1930 gemacht worden, aber er soll gut aussehen. 
Es kann Papas Kino sein, aber Papas Kino, als Papa noch jung war. Klassisch, 
aber nicht konventionell. ” 


Schléndorff has stuck to his principles. In 1966 he declared, ‘Ich bin aufs Hand- 
werkliche versessen’. He still is. As such he is to the German cinema what Béll 
is to Getman literature.”” He has even gone so far as to say of Boll’s ‘Allgemein- 
verstandlichkeit’, his ‘Sich-zur-Einfachheit-Bekennen’, and his ‘genaue Beschrei- 
bung der Umwelt’: ‘das ist fiir uns Filmemacher eine Lektion, die uns Béll 
gibt. Denn es geht nicht darum zu erfinden, sondern darum, genau zu beobachten.’ 

If the story of Béll’s Katharina Blum—‘eine starke Identifikationsfigur’— 
was for the Schléndorffs ‘die ideale Kinogeschichte’ ,?! the decidedly filmic struc- 
ture of the book was therefore, ironically, not to be emulated. An example of the 
‘Technifizierung der literarischen Produktion’ in response to the cinema that 
was observed by Brecht in the Dreigroschenprozess, Boll’s narrative in Dre 
verlorene Ehre der Katharina Blum \acked the ‘geradlinige unmittelbare 
Erzihlweise’—the hallmark both of a Schléndorff film and of much of Béll’s 
earlier work—which the intended adapters felt they needed in order to respect 
Boll’s original intentions within their own medium, to tell his story ‘wie er 
sie gemeint hat’: 


Wir nahmen uns die Fabel und schrieben iiber das, was auch das Buch 
beschreibt. Dabei fielen Bélls Ruchstau’-Technik, seine kabarettistischen 
Elemente, die Collagen und 4hnliches weg, wir konzentrierten uns ganz 
auf eine einfache Chronologie innerhalb von vier Tagen.” 


As they saw it, put simply in Schléndorff’s own words: 


Ein Buch ist eine Sache, ein Film eine andere. Mit der Ubertragung ins andere 
Medium verandert sich der Stoff. 


Their aim was realism, which could not be attained in film using the ‘Repor- 
tagestil’ of the book.” 

This approach received Béll’s active support. Here, then, is a situation that— 
with the exception of the role of capital—comes close to the sort of ideal put 
forward in Brecht’s critique of film adaptation: complete collaboration between 
writer and film makers to achieve not mere ‘Verfilmung’, but ‘ein selbstandiger 
Film’ (according to Schléndorff, Ball’s own view of the project).”4 Ball was able to 
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contribute to the cinematic retelling of his story by giving advice on casting 
(he suggested Angela Winkler for the part of Katharina and Mario Adorf for 
the part of Beizmenne) and on characterization, filling out the characters of 
personalities not really developed in the book. Among the most important of these 
were the representatives of the law: 


Das Allerwichtigste [. . .] fiir uns war seine Beschreibung der Personen. 
Wir hatten die Staatsanwalte, den Anwalt, die Kommissare fast alle zehn, 
fiinfzehn Jahre alter gesehen. Diese Leute sind aber zwischen 35 und 40, 
keiner von ihnen hat den Faschismus bewusst miterlebt. ‘Das ist wichtig’, 
sagt Boll. 


Boll suggested reducing the amount of money left by Katharina’s mother from 
56DM (‘nicht zuviel?’) to 283DM. He provided three or four pages of dialogue 
which the film makers needed for the young ‘political’ police officer (Moeding) ‘der 
auf die linke Szene spezialisiert ist’. ‘Nehmen Sie sich die Satze, die Sie brauchen 
kénnen’, was Béll’s comment in handing them over, a statement that underlines 
his confidence in the Schléndorffs. Beyond this, there were his various corrections 
of ‘Textungenauigkeiten’, as he is supposed to have described them, adding, 
‘Ich bin nun einmal als alter Prosadichter und Dauerkorrektor an diese Pedan- 
tetie gewohnt’. His overall response to being involved in the three scripts produced 
and in the filming itself shows how far removed this experience was from Brecht’s 
on the whole unhappy encounters with the commercial cinema: “Bdll machte 
die Sache Spass.’”> 

It is also important to note Bdll’s reaction to the finished product and Schlén- 
dorff’s explanation of it: 


. er hatte vom fertigen Film nicht diesen Impact erwartet. Es ist auch 
einfach eine andere Darstellungsweise. 


Unlike Brecht, Béll was fortunate in being able to perceive just how different 
the new medium’s ‘Darstellungsweise’ sometimes needs to be in order to express 
most clearly and effectively the intentions of a literary model. As Schléndorff 
points out, one of the most important instances of this occasionally different, 
yet not at all perverse way of retelling Bdll’s story in the film is the presentation 
of certain press practices, and particularly the relationship between journalists 
and the police: 


Die stilistischen Fragen des Journalismus, die ich [sic!] filmisch nicht 
ausdriicken konnte, wurden aufgewogen durch plastisches Aufzeigen der 
Verbindung und des Informationsaustausches zwischen Polizei und Presse. ** 


This collusion between press and police is hinted at by Beizmenne in chapter 
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48 of Béll’s story. Criticized by superiors (‘intern’) for having left Ludwig Gétten 
for so long at his known hideout (Straubleder’s country house), Beizmenne is 
reported to have replied that ever since Gétten’s whereabouts were first dis- 
covered, he had had no chance of escaping. In the film, Beizmenne is seen 
giving this information, with slightly fewer details, to reporters at the scene 
of Gétten’s arrest (which is swarming with paramilitary hardwear—the sledge- 
hammer used to crack the nut). Among the reporters is Werner Tétges, who 
through Die ZEITUNG has by now, as Katharina puts it in the police statement 
‘reproduced’ by Boll’s narrator, ‘mein Leben zerstért’ (58). In the narrative it is 
also recorded that Beizmenne acknowledges to his colleagues the valuable coopera- 
tion of Die ZEITUNG during his enquiries: 


Einige wichtige Details verdanke er tibrigens den Reportern der ZEITUNG, 
dem dazu gehérenden Verlag und den mit diesem Haus verbundenen 
Organen, die nun einmal lockere und nicht immer konventionelle Methoden 
hatten, Einzelheiten zu erfahren, die amtlichen Recherchen verborgen 
blieben. So habe sich zum Beispiel herausgestellt, dass Frau Woltersheim 
ebensowenig ein unbeschriebenes Blatt sei wie Frau Blorna. (48) 


In the film this cooperation is acknowledged neither publicly nor to colleagues. 
Instead, we actually see it happening. 

Late on the first day of Katharina’s arrest, Beizmenne is observed impatiently 
dismissing reporters as he walks down a corridor at police headquarters: 


Weiss ich nicht. Wenn ich sage ‘weiss ich nicht’, dann heisst das, ich darf 
nichts sagen. 


While the other reporters reluctantly withdraw, Tétges, whose investigative 
‘Cleverness’ (43) has already been amply demonstrated by the scenes showing 
his visit to Katharina’s home town, quickly hides. As Beizmenne walks by the 
doorway in which he has sought refuge, he re-emerges. He and Beizmenne 
then enter a room alone. Their behaviour is almost conspiratorial. Referring 
to Katharina’s apartment, Beizmenne opens the conversation, which continues 
as follows: 


Beizmenne: Fest steht, dass es sich um eine konspirative Wohnung handelt 
und dass die Blum nicht nur dem Gdtten, sondern méglicher- 
weise auch anderen Unterschlupf gewahrt hat. 


Totges: Unser Haus hat interessantes Hintergrundsmaterial zusammen- 
getragen. Wissen Sie, dass unser Bliimelchen seit zwei Jahren 
regelmissig Herrenbesuch erhielt? 


Beizmenne: Ach, die Nonne 
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Totges (removing a picture of Katharina from the photograph album now in 
the mildly reluctant Beizmenne’s possession): 


Nur ein Stiindchen. 


Beizmenne: Was ist denn dieser Dr. Blorna, ihr Arbeitgeber fiir einer? Habt 
ihr da was rausgekriegt? 


Totges: Ja, das ist noch so ein ‘Zufall’: er ist namlich zufallig in dem 
Augenblick, in dem Gétten auftauchte, in Urlaub gefahren. 
Seine Frau—sie ist Architektin—hatte auf der TH den Beinamen 
‘die rote Trude’. 


Beizmenne: Aha... 
Tétges: Nicht wegen der Gesinnung, sondern wegen der Haarfarbe. 
Beizmenne laughs. 


In Boll’s ‘Erzahlung’ Beizmenne refers in a progress report to colleagues to the 
fact that Frau Blorna is known ‘inzwischen als die ‘‘rote Trude”’ ’,*3 information 
which was first given to the reader in a quotation from Die ZEITUNG, which Blorna 
is reading through aloud to his wife: 


Schliesslich ein Foto von Blorna und Trude, im Garten am Swimming-pool. 
Unterschrift: “Welche Rolle spielt die Frau, die einmal als die ‘rote Trude’ 
bekannt war . . . (23) 


When Katharina’s arrest is described by Boll’s narrator, we are informed that 
ptess photographer Schénner—in the film Tétges’ long-suffering partner ‘Schénni’ 
—was waiting ‘wenige Schritte vor dem Aufzug, als Katharina Blum, zwischen 
Beizmenne und Moeding, von bewaffneten Polizeibeamten flankiert, den 
Aufzug verliess’. The narrator continues: 


Sie wurde von vorne, von hinten, von der Seite mehrmals fotografiert, zuletzt, 
da sie in ihrer Scham und Verwirrung mehrmals ihr Gesicht zu verdecken 
versuchte und dabei mit ihrer Handtasche, dem Toilettenbeutel und einer 
Plastiktiite, in der zwei Biicher und Schreibzeug waren, in Konflikt geriet, 
mit zerwithltem Haar und recht unfreundlichem Gesichtsausdruck. (14) 


During the same episode, the film shows the police giving the press the oppor- 
tunity, as Beizmenne puts it, ‘ihrer Informationspflicht nachzukommen’ by 
pulling back Katharina’s hair and holding her head still for the photographers.”” 
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Later a large photograph of Katharina’s distorted face is seen on the front page 
of the Friday edition of Die ZEITUNG that Katharina reads to Blorna over the tele- 
phone. And if to stress the link with the police and the black and white world they 
seem to share with Die ZEITUNG, the only black and white shots in Schléndorff/ 
Trotta’s film apart from press photographs are those taken by the police movie 
camera which follows the shadowed Gétten on and from the ferry (we see him 
both being filmed and also as if we were the plain clothes police officer filming 
him), and when he and Katharina enter her apartment block, then wait for and 
enter the lift (the police camera also follows the changing floor numbers outside 
the lift). Part of this scene is repeated later when, along with a black and white 
film of the car chase that takes place during Gétten’s drive to Else Woltersheim’s 
party, it is screened at police headquarters. Together with two scenes with Gotten 
recalled at different stages by Katharina, these are the only flashbacks in an other- 
wise straightforward cinematic narrative. The police camera work is also typical 
Schléndorff, simple and eye-level (the downward shots at the lift—shown in 
close up at the police station—appear to be taken as if from the stairs). 

When Katharina enters police headquarters on the Friday, a series of black and 
white stills representing the pictures taken by a waiting press photographer is 
followed by a second conversation between Beizmenne and Tétges. This next 
scene also the Schléndorffs have made the material of Bdll’s tale ‘filmgerecht’ 
without losing sight of—and perhaps even giving clearer form to—Béll’s 
objectives. This time the discussion centres on Totges’ visit to Katharina’s 
mother, who, in a critical condition, is recovering in hospital from a major opera- 
tion. Again the conversation takes place at police headquarters: 


Beizmenne: Wie sind Sie denn an die Mutter gekommen? 
Totges: Handwerkertrick. 


Beizmenne (reading Tétges report): So musste es ja kommen, so musste es ja 
enden, fliisterte sie mit ersterbender Stimme. Hat sie das witk- 
lich gesagt? 


Tétges: Man muss einfachen Leuten nur etwas Artikulationshilfe geben. 
Diese Frau Woltersheim ist ja auch kein ganz unbeschriebenes 
Blatt. Ihr Vater, ein gewisser Lumm—sie ist unehelich—war 
Mitglied der damaligen KPD und ist 1932 in die Sowjetunion 
emigriert und dort angeblich verschollen. Hier drin sind ein 
paar interessante Fotokopien, die unser Haus besorgt hat. Ist 
er [Gotten] hier in der Stadt? Kénnen wir mit dem Finale noch 
bis zur Sonntagsausgabe rechnen? 


Beizmenne: Sie werden nicht mehr lange warten miissen. 
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Tétges: (on the telephone): Tétges hier. Schreiben Sie. Titel: Hinter- 
manner in der DDR. Natiirlich Anfihrungszeichen. Text: Wie wir 
aus gutunterrichteten Kreisen der Kriminalpolizei erfahren, 
ist auch Frau Woltersheim kein unbeschriebenes Blatt. Komissar 
Beizmenne hat konkrete Unterlagen, die besagen, dass ihr Vater, 
ein gewisser Lumm, Peter Lumm, 1932 in die Sowjetunion 
emigrierte . . . 


At this point the scene changes, and we witness the questioning of Else Wolters- 
heim. No sooner has she protested that she is not in the habit of requiring a 
‘polizeiliches Fiihrungszeugnis’ from her guests (this is taken verbatim from 
Chapter 28) than she is confronted by public prosecutor Korten with information 
which, we can well imagine, helped form the substance either of the ‘interesting’ 
material given by Totges to Beizmenne or of the rest of the reporter’s telephone 
call: 


Korten: Ihre Mutter lebt im anderen Teil Deutschlands, Frau Wolters- 
heim, und zwar freiwillig: anscheinend zieht sie das dortige 
System dem unseren vor. Frage: sind unter Ihren Giasten noch 
mehr Leute, die so denken? 


As we have already noted, in Bdll’s book this information is reserved by Beiz- 
menne for his superiors and until after Gdtten’s arrest as evidence of the 
assistance received from the press. By developing this hint of a close relation- 
ship in dramatic terms, the film therefore makes more explicit the mechanics 
of those journalistic practices which Boll wishes to pillory with his book. The film 
also emphasises the transforming power of Tétges’ ‘Artikulationshilfe’ by reduc- 
ing the ‘statement’ given by Katharina’s critically ill mother to Tétges from a 
reasonably articulate ‘Warum musste das so enden, warum musste das so 
kommen?’ (as reported by Totges in Chapter 42) to a much less articulate, but 
more convincingly terse ‘Wozu, wozu?’, which is uttered three times during the 
scene depicting the reporter's unauthorized and chillingly unscrupulous visit (in 
the film it is even too much for Schénner). 

At the beginning of chapter 49 of BOll’s tale, the narrator feels obliged to 
clarify a point ‘Da man nicht sicher kann, dass bestimmte, relativ deutliche 
Hinweise auf Handlungs- und Tatzusammenhinge nicht doch médglicherweise 
als blosse Andeutungen verlorengehen oder missverstanden werden {. . .] Auch 
nicht sicher, ob man alle Verleamdungen, Liigen, Verdrehungen der ZEITUNG 
richtig kapiert’. At no point can Schléndorff/Trotta’s film be seen to risk such 
uncertainty. No ‘connections’ are left tenuous, and there are no allegations to be 
left hanging in the air (was it Beizmenne or was it Hach who began Katharina’s 
‘Verbitterung, Beschamung und Wut’ with the question ‘Hat er dich denn 
gefickt’? (48)). The alternative would not have made dramatic sense, and it 
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would certainly not have been the film makers’ idea of good cinema (it is 
Beizmenne, Katharina’s chief interrogator). More importantly, at least according 
to Brecht’s criteria, it would have shown a lack of respect for the book’s ‘soziale 
Tendenz’ by not conveying this with adequate explicitness in the new medium. 
Even in the closing scene, which represents a major departure from Béll’s 
story by apparently giving the final word to Die ZEITUNG, the film is attempting 
to spell out the important ‘soziale Tendenz’ that lies behind certain highly ironic 
observations made by Béll’s narrator concerning press reaction to the death of 
Werner Tétges and his photographer colleague. 
Chapter 6 begins with the following comments: 


Ziemlich merkwiirdig verhielt sich die ZEITUNG, nachdem die beiden 
Morde an ihren Journalisten bekannt wurden. Irrsinnige Aufregung! 
Schlagzeilen. Titelblatter. Sonderausgaben. Todesanzeigen iiberdimensio- 
nalen Ausmasses. Als ob—wenn schon auf der Welt geschossen wird—der 
Mord an einem Journalisten etwas Besonderes wate, wichtiger etwa als der 
Mord an einem Bankdirektor, -angestellten, oder-rauber. 


Chapter 7 informs us laconically: 


Toétges immerhin ist langst beerdigt (mit einem unangemessenen Aufwand, 
wie manche Leute festgestellt haben). 


Out of this has been created a no-expense-spared ‘crowd scene’ which depicts 
Totges’ funeral as a devious means of attracting an audience (television cameras 
are there too) for a graveside oration given by the editor of Die ZEITUNG, Dr. 
Liding. In a rasping voice, and with an aggressive delivery, the demagogic 
Liiding goes on the offensive on behalf of press freedom. The words are ail 
Boll’s:?9 


Die Schiisse, die Werner Tétges tédlich getroffen haben, haben nicht our 
ihn getroffen. Sie galten der Pressefreiheit, einem der kostbarsten Giiter 
unserer jungen Demokratie. Und durch diese Schiisse sind auch wir, die wir 
trauernd und entsetzt stehen, nicht nur betroffen, sondern getroffen. Wer 
sptirt nicht die Wunde, wer spiirt nicht den Schmerz, der weit tibers Person- 
liche hinausgeht. Wer spurt nicht den Atem des Terrors und die Wildheit 
der Anarchie, wer sptirt nicht die Gewalt, mit der hier an der freiheitlich- 
demokratischen Grundordnung geriittelt wurde, die uns allen so am Herzen 
liegt. Hier wurde scheinbar private Motivation. zum politischen Attentat, 
und wieder einmal gilt: Wehret den Anfangen. Seid wachsam, denn mit der 
Pressefreiheit steht und fallt alles: Wohlstand, sozialer Fortschritt, Demo- 
kratie, Pluralismus, Meinungsvielfalt, und wer die ZEITUNG angreift, greift 
uns alle an. 
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Closer to the truth, of course, is Helmut Schmidt’s remark ‘Wer sich mit der 
Bild-Zeitung anlegt, ist ein toter Mann’. Once Liiding’s speech is over, 
therefore, the directors have left it to one of those ‘Kunstmittel’ which—as they 
themselves have observed?!—even a thoroughly Brechtian film like Kuh/e Wampe 
resorts to in the furtherance of realism to convey something of this truth. 
With the camera focused on the wreath from Tdtges’ colleagues, there is one 
last discordant blast from Hans Werner Henze’s score? which, delivered by a 
trombone, gives Liiding’s propaganda an unmistakable raspberry. 

The caption that brings the film to an end gives cause for one final reflection 
on Brecht’s critique of film adaptation. It reads as follows: 


Personen und Handlung sind frei erfunden. Ahnlichkeiten mit gewissen 
journalistischen Praktiken sind weder beabsichtigt, noch zufallig, sondern 
unvermeidlich. 


The reference to Bild-Zeitung found in the similar statement at the beginning 
of Béll’s book is missing. The reason is that the film makers were prevented from 
including it and any other explicit mention of the newspaper by threats of 
court action from the legal department of the Springer organization. This 
might, then, be considered as evidence that capital still can and does triumph 
over art in the last resort. Nevertheless, as a token of the feeling that the film 
itself might have an even greater impact than the already best-selling book, it 
also awards the highest seal of approval to the film’s re-telling of Bdll’s story. 
Moreover, by turning an honest cinematic adaptation into good box-office, the 
Schléndorffs also turned capital into a standard-bearer for Boll. Not long after the 
film’s general release, Schléndorff was able to report—‘augenzwinkernd’—Ubrigens 
steht mein Film auf der Hit-Liste der Bild-Zeitung schon seit einigen Wochen auf 
dem zweiten Platz’ .23 Not even the greatest devotee of Brecht’s film adaptation 
theory could quibble at this. The author has indeed been respected! 
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